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ABSTRACTION OF DAILY LIFE AS
THE BASIS OF THE TEXTUAL INTEGRATION:
THE EXPERIENCE OF IVAN KOCHERHA
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OnosigHa cTparteria y gpamax |. Kodepry cnoBHa BUKOPVCTOBYE MOXIMBOCTI abCTPakTHOrO THyMavyeHHs no-
OyToBUX AeTanei y Teatpi. MNepexig 0o abCTpakTHMX ysiBNEHb A03BOMSE BiAAaNATUCA Big peaniini CbOrofeHHst 1
ybayatn B gpamatuyHuX KoHdMiKTax ysaranbHeHun ceHc. MoTuBauis BYMHKIB y NMOLWMHI LMX ysIBNEHb BU3Ha4Yae
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The narrative strategy in . Kocherha’s dramas uses perfectly the opportunities of the abstract interpretation of
customary details peculiar for theatre. The transition to abstract notions enables making a distance towards the
reality of current life and to conceive dramatic conflicts in generalized meaning. The motivation of the deeds within
the space of these notions determines textual integration.
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It has been already ten years ago when
T. Sverbilova has attracted attention to
the paradoxical state of the researches
of I. Kocherha's legacy. The playwright is
appreciated chiefly as the author of historical
plays («The Fairy Lady of Bitter Almondsy,
«The Diamond’s Millstone», «The Marriage
of the Candle», «Yaroslav the Wise», «The
Prophet» and the stylized miracle «Marcus
in Hell»). At the same time his customary
and «problematic» pieces remain beyond
the attention of the researchers and seem to
remain underestimated. Meanwhile the similar
verdict is repeated without sufficient grounds:
«yxom menodpamu npolHami abcornomHo
8ci lio2o m’ecu, SKi nuwe 3a HErnopOo3yMiHHSIM
ggaxkarombCsi  ICUXOI02IYHUMU  OpamMamuy
(Absolutely all his pieces are imbued with the
melodramatic spirit, and they are regarded
as psychological dramas only due to their
misunderstanding) [7, p. 21]. Such statement
seems to simplify the real narrative strategy of

the playwright and subsequently needs to be
reconsidered.

It would be suitable to remind that at least
three plays dealing with the contemporary
topics were forbidden between 1927 and
1940 years. With «Nature and Culture» (1927)
the author had been blamed of sympathy for
the great farmers (the so called «kurkuli»),
and it was regarded as unpardonable fault
(reported in the letter of V. Vasylko to the writer
[5, p. 74]). «The Masters of Time» (1930-1933)
with the primary title « The Watchmaker and a
Hen» was forbidden while it had been sharply
criticized by the contemporary communist
leader I. Kulyk [5, p. 139]. Then the play was
anonymously represented at the competition
and won the award that enabled the removal
of the prohibition. «The Choice» (1938) had
been primarily supported by M. Rylski (1939)
but after three performances it was excluded
from the plays recommended to be staged
[5, p. 178].
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The very story of the prohibitions shows the
discrepancies existent between |. Kocherha's
intentions and the demands of the contemporary
power. It attests also the existence of «Aesopian
language» that deserves and needs special
analysis. It is apt to compare the author’s
attitude with that of M. Rylski who has mastered
the ways of applying multidimensional score
of voices and of verbal disguises in lyrics (in
particular with citing different stylistic quotations)
[11]. In difference to the poet the opportunities
of a playwright are of other kind; therefore the
approach must be corrected. It goes about very
deeply concealed attitude that must be explored
with special devices. That I. Kocherha'’s position
was very personal and autonomous could be
proved with his utterance written in 1939 in
regard to dramatic essence: «OcHogoro Opamu
3a Apicmomenewm € 0Ois. Lis 0ig noguHHa <...>
npagHymu 0o sKoick Memu <...> [Ipome
Hisikol Opamu He byde, Komnu ys 0isi <...> 51e2Ko
i wacnueo do uiei memu doxodumsb. [pama
8UHUKae siuwe moOdi, Konu us disi, Ue rnpagHeHHs1
Hampannse Ha nepewkodu» («According to
Avristotle itis action that is the basis of drama. This
action must strive for some goal. But there won't
be any drama if this action, this desire achieves
its goal easily and happily. Drama arises only
when this action, this desire dashes against the
obstacles»), therefore «...meip moxe mamu
rpekpacHuUl croxem <...> arne, SKWo 8 HbOMy
Hemae KOHgriikmy — ue He rmeca» («a work can
have a nice plot, but it won’t be a play if there
lacks a conflict») [4, p. 69]. To evaluate the risky
meaningfulness of this statement it must be
taken into account that it was the year when the
doctrine of the so called «lack of conflicts» was
proclaimed, so that I. Kocherha’s words bear
the verve of protest.

To disclose the latent intentions in a scenic
work the special textual analytic devices would
become useful. In particular one should take
into consideration the opportunities for latent
conflicts’ representation that dramatic text
provides. It goes about the heterogeneity and
the integration of dialogical text connected
with the dramatic phantom of action and the
intentional conflict. The general scheme of
dramatic action (as it has been elaborated in
the treatises of script-makers from G. Freitag
to J. Lawson with their indispensable scenes

and the overcoming of obstacles as the
rhetorical confutation that's the refutation of
objections) presupposes the development of
predicative hierarchy. Therefore predicative
abstractions mark necessarily the structure of
indispensable scenes. The entirety of action
can't be represented without predicative
abstraction. The effectiveness of such
approach has been demonstrated in the
researches of |. Franko’s prosaic works [13]. It
is the metasystem of abstractions that needs to
be taken into consideration in a dramatic work
as the necessary premise of textual integration.
The dialogue presupposes the existence of
arbiter together with partners and therefore
the interpersonal prerequisites that are of
abstract and generalized nature, otherwise
the communion would become impossible.
In particular it is the motivation of deeds that
refers to abstract presupposition as the norms
to be fulfilled. Then the so called spontaneous
event looks like a miraculous phenomenon
and refers to the power of wonder or fate.
Adventures can be regarded as a kind of fairy
tales’ wonders.

Predicative abstractions (represented in
particular with the plot schemes) in its turn
do not exist autonomously; they presuppose
subjects as the condition of their existence.
Meanwhile dramatis persona as a participant
of action can't appear other than the carrier
of abstract features exerting special functions
within the whole. In this respect it represents
the implicit abstraction derived from the
existent predicates. In particular in linguistics
one regards the so called «metasubject» in
the manner of the phenomenological reduction
as the residuum of textual part that is not
included in the predicative part [2, p. 87]. Such
«metasubject» refers to the presupposed
prototypes [2, p. 113] that represent abstract
images. One can easily recognize here the
concept of ideal as it has been suggested by
I. Kant in the treatise «The Critics of the Faculty
of Judgement». In opposite to predicates
the abstraction of subject consists in its
identification (in particular as the identification
with a class of names or with a role of person)
as the act of appertaining to a certain type. For
instance a personal noun indicates together
with the reference to a person the indication of
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the class, feminine or masculine, this person

belongs to.
Meanwhile if predicate designates the
abstraction  immediately  subjects only

presuppose implications that would refer to the
abstract classes. This subjective identification
is the necessary implication of the designation
and not the designation itself. It is of derivative
nature determined with the preceding
predication. Subjective perspective brings into
play the whole classificatory schemes that
appear as the necessary implications. Within
the dramatic text it is already the mask that
promotes such implicit subjective abstraction
derived from the primary predicative abstraction
of plot. The function (and the respective role)
within the situation can by no means coincide
with the character of the dramatis person
neither exhaust it. Therefore the distinction
between role and character is always to be
aware of with the ensuing consequences
for the abstractedness produced at stage.
A character produces one's own satellite
of abstraction (as of a certain role, mask or
function within the action) that can be seen
in reference to the situation. Vice versa the
implicit abstractions arising from functional load
are to be personified and can be represented
with the text of role or a series of cues that is
unrealizable without the whole dramatic text.
Personality gives also the abstraction of higher
order due to its integration, as the consequence
of its entirety. Moreover the protagonist bears
the reasons for the whole textual integration
and subsequently becomes the carrier of the
respective abstraction necessary for the unity.

Thus a particular duplicity of dramatic
subject appears where the explicit integrity
of personal character presupposes also the
existence of implicit abstraction of scenic
mask with its intentions that refers to a
generalized type. This constant opportunity
of implicit abstraction provides wide space for
semantic interplay that is obvious in scenic
cues. As far as these cues are quotations, they
bear both literal sense and that depending
upon the intentions of the dramatis persona
which are of abstract nature and render the
implicit ideal. Then the existence of the two
kinds of abstractions within a dramatic work
is to be taken into account. One builds up

the abstractions of situations (plots) founded
upon the hierarchy of predicates and the
abstractions of subjects (dramatis personae).

Such approach enables tracing the
transformation of characteristic details into
symbols through metonymy as the device most
apt for stage. It was already Ya. Mamontov who
pointed to the special importance of metonymy
in drama the reasons being the significance of
action and of deeds with real things: «lodo
MEeMmOHIMIl, mo 60HU <...> Marmb peqosul
abo rnpUYUHHUL 38°30K 3 MUMU MOHSIMMSMU,
0o sKux cmocyrombcsi <...> MoxHa ckazamu,
Wo supasHicmb ma obpasHicmb dpamamuyHoi
Mosu 6yOyembCs MEPesaxHO Ha MEMOHIMISX»
(«As to the metonymies they have substantial
or causal connections with the notions they
concern. The expressiveness and imagery of
scenic speech can be said to be founded chiefly
upon metonymies») [6, p. 174]. According to
V. Vasylko it is the detail that becomes the source
for metonymy: «BAana demarib 3a6x0u Oae <...>
mamepian 0ns domucriogaHHs»  («A  lucky
detail always gives stuff for supplementing with
reconsideration») [1, p. 174]. These statements
of I. Kocherha’'s contemporaries can be aptly
supported with the works of the playwright
where the details become impetuses for their
reconsideration and supplements with implicit
abstract images that build up a free space for
artistic thought.

«Nature and Culture» (1927) can astonish
with its seeming incoherence: the protagonist
Mokryna divorces her husband Kucheryavy
who turns to be a scoundrel and slanderer,
meanwhile the man whom she supposed to
be her bridegroom turns to fall in love with her
daughter and confesses her about it. It results
in unexpected and spontaneous transition from
anger to joy and ends with triumphant banquet
of reconciliation where she blesses the newly
married couple. Such spontaneity comes back
still to T. Shevchenko’s «Nazar Stodola» where
the spontaneous reconciliation is enrooted still
in the baroque dramatic principle of the so
called donated grace as the emanation of the
God'’s will.

Mokryna represents a natural human being
free from the deterioration of urban life in the
sense of Enlightenment and as such she
inevitably becomes victim. She is an overt
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incarnation of sincerity for whom any falsehood
remains intolerable. Therefore from the
viewpoint of abstractedness this play is by no
means the narration about the contradictions
of rural and urban life only. The tragedy of the
distortion of human soul becomes evident.
The pretext for the divergence and further
quarrel with the husband gives the following
comic comparison. Mokryna: «...sKkoeo s
bayura byeas <...> mopOa ObineHbka ma
enadeHbka <...> Mog y mebe, mil frobul»
(«...what a piece of a bull I've happened to
see <...> white and smooth muzzle <...> as
if that of thou, darling»). Husband: «byeal
Ha posnnid — om mos Odondal» («Bull for
production — that's my fate!») (act 1). This
misunderstanding gives the first split that
is deepened further. Mokryna's questions
and suspicions in regard to the husband’s
departure for city concern the contents of his
luggage: «Ta Hasiwo X mu cminbKu binu3Hu
Habupaew <...> odsiey?» («And why take you
so much linen <...> clothes?»). Here linen
becomes the metonymic designation for the
expected divorce. The suspicion develops
into accusation where again the motif of linen
is repeated: «5 mob6i npocmo obpudna, mobi
nompibHi NaHSHKU 8 WOBKOBUX MaHYuWKax»
(«Thou hast merely bothered with me,
thou want ladies with silk stockings»). The
motif of URBAN SEDUCTION here arises
as the generalization of such metonymic
abstractions. Finally the initial attempt to
make a joke turns into the bitter offence and
the disclosure of the husband’s deceit and
ingratitude: «M.: Tu 6pewew! Tu xoyew
308cim yixamu 8id meHe! <...> Tu, mabymn,
3abyecs, skum mu npudwos 0o MeHe. Skul
mu 6ye 20n00HuUl <...> l0u, idu 8i0 MeHe
(You lie! You want to leave me at all! You
must have forgotten what had you been when
you come to me. How hungry were you <...>
Go, go away from me). K.: He mypbytics, He
nosepHycs! (Don’t worry, | won’t return!)».

In the next act that takes place in the city
where Mokryna comes to visit her former
husband the device of scene upon scene is
used to show his moral degradation. One of
the sweethearts says to him: «HeodmiHHO
npuxodime yeeyepi, Yorosika He byde sdoma
(«Come to me this evening obligatorily, my

husband will be absent»). It refers immediately
to the motif of ADULTERY. The heroine
involuntarily becomes the witness of her
husband’s treason. The decisive scene of
the divorce at the end of the 2" act attests
the transition from generalities of predilection
to the deeds of the husband that appertains
to criminal area: «M.: 3apa3 xe oddalime
MeHi epowi! (return me my money right now).
K.: 3apas xe ecemb 3gidcu! (come away right
now). M.: | Ha wo X niwnu yi epowi <...> Ha
2ynbHI0, Ha poanycmy <...> wob nnweanu
mobi e oui! (And what had been paid with this
money. It was debauchery, luxury, to spit in
your eyes)».

In the 3d act after the final disruption with
the husband she is informed by her newly
arrived friend that actually he is going to marry
her daughter and not her. The changes of the
attitude of the heroine come from the accusation
of daughter to the reconciliation. «Lje mu, mu,
HesOslYHa OumuHa, mu Hasyuna (io2o, mu
3abaxana <...> gecefioeo Xumms <...> mak
OCb B0OHO, 3Ha4UMb, mMe 30/10Me XHUB0 MO20
XKUmmesi, Wo s makK Yyekarsna cb0200Hi <...> Arne
0opo20 MeHi Kowmyesana oma Hayka» («lt is
thou, the ungrateful child, thou hast taught
him. Thou want <...> a merry life <...>and it is
here, | mean, this golden harvest of my life that
| awaited so today <...> And it is high price that
I've paid for this science»). Here the outlook
of the reasonability of fate is comparable with
the category of grace as the explanation of the
following spontaneous decision: «3emss <...>
He Moxe 8ce Oasamu i 0asamu, He Maryu
Hi4020 83aMiH, i nepecmana 6 eoHa podumu,
sKbu micmo He eepmario it cun» («the earth
can’t only give and give all over without getting
something in return, and it would stop produce
if the city didn't return the forces to hery). The
image of earth acquires here the properties of
an ancient mythological category where the
necessity of engendering powers (as those of
rain) becomes the basis for the acceptance of
urban culture.

This statement has the outlook of a
consolation that proves to become false in
view of the urban moral degradation described
in the previous act and therefore it remains
unsubstantiated. It is already the existence and
career of the former husband and his adherents

10
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that represents the real jeopardy for such idyllic
expectations. It becomes too obvious that the
reconciliation remains uncertain and actually
all suspends in indefinite state. In this respect
the work is to compare with the prosaic works
of S. Vasylchenko [12]. Mokryna personifies
the abstraction of victim and reveals her
defenselessness before the antagonist of her
husband. The praised urban culture is ruled
with the scoundrels as this antagonist so that
she turns to leave unprotected before dangers.
The ominous anxiety remains the terminal
sentiment after the seemingly happy end.

«The Masters of Time» (1930) deal with the
existential situation of a human being between
the irretrievable flow of time and the vanity of
daily life. In a way the play can be evaluated as
the polemics with the well known H. Wells’ «The
Time Machine» that had been written thirty five
years ago. The series of examinations of Lydia
Zvantseva and her boyfriend Les’ Yurkevych
is related, that begins (after the preliminary
exposition in the 1%t act) in the prison where
they are captured as the spies during the
civil war, wait for death and are occasionally
set free due to the invasion of their forces
(act 2). Then the episode within the peaceful
life takes place where their attitudes turn out
to be different: Lydia continues her heroic way
while Les’ implores her in vain to stay with him
(act 3). Meanwhile Lydia ends as the manager
of a hen-farm while Les’ has married her earlier
girlfriend and visits Lydia together with his
child (act 4). It demonstrates tragic fate that
dissolves in the chaos of fortuity symbolized
with the hen-coop.

In this respect one ought to refute the
accusations as to the lack of compositional
entirety. Strangely enough, such accusation
has been supported by contemporary
researcher for whom there takes place
«CemaHmuyHa Hey3200KeHiCmb MOHAMMSs
yacy» («the semantic incoherence of the
concepts of time»), because the playwright
«3Miwae cumeosniicmcbKul  <...> yac i3
peanicmu4yHo-icmopu4yHuMm  4acom»  («the
playwright has blended the symbolic time
with the realistic historic time»). The author
repeats the critical words of V. Ya. Kirpotin
(the former manager of the literature
department of the Central Committee of the

11

communist party) accusing |. Kocherha with
the hesitations between symbolism and
realism: «...8 ocmaHHix 080X akmax 8iH,Ha4ye
3posymiswiu  HeobxiOHicmb Oamu  npsiMe,
besymosHe  pearnicmudyHe  8i006paKeHHs
Hawoi OiticHocmi, eidmosuscsi 8i0 doromoau
cumeosiyHozo riputiomy» («in the last two acts
after realizing the necessity to give a direct,
immediately realistic reflection of our reality,
he refused from the aid of symbolic device»)
[9, p. 208]. First of all it is necessary to remark
that contraposition of symbolism and realism
is too obsolete and incorrect. As to the play
of I. Kocherha, the symbolic concept of time
is here present in all episodes. In particular
the mentioned last two acts are marked with
deeply symbolic abstractions: the 3d act takes
place at the railway station that symbolizes the
divergence of the ways of the heroes; and as
to the 4" act, the hen-coop is the old symbol
of vanity. Besides, it is necessary to admit
that the first act doesn’t concern the dramatic
action immediately; it introduces only the
dramatis personae as a kind of prologue that
serves as a parable for the future.

The principal conflict seems here to arise
between Yurkevych and the person that acts
only here and becomes further a commenter —
the German Karfunkel, conceived as the
incarnation of evil. It is only a detail of daily life
that initiates this conflict: Yurkevych waits for
the train to leave for Paris on a commission
of the owner of hen farm Lundyshev and
has not closed the door while entering the
hall. Then the remarkable cues follow:.
«kO.: Japyime — ceixe nosimps! (Sorry, it's
fresh air). K.: losimpto i dypHsam Osepi 3aex0ou
gidkpumi (The doors are always open for air
and idiots)». The symbolic nature of these
details conceived as metonymies is easily
understandable: it goes about free space in
opposite to the determination. Then a series
of occasional events follows that destroys all
plans and gives for Karfunkel a pretext for
the conclusion: «A eawi deadussmb Yomupu
XeUnuHu <...> Cmepeximbcs — xa-xa! — wob
8 HUX He rnoHanasusnu rnodil, 8i0 sKux 8u mak
cmapaHHo xoeasnucs» («And as to your twenty
four minutes. Beware — ha-ha! — so that the
events wouldn’t creep into them that you
kept yourself hidden so zealously before»).
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Yurkevych meets his girlfriend Sophia who
blames him with jealousy, then appears
Lundyshev with the commission, and at last
the unexpected meeting with Lydia ruins all his
plans. The hero demonstrates hesitation. In
particular the episode when Lundyshev brutally
renounces the appeal for help of the miserable
Olya Cherevko (the wife of the railway worker
with children) makes Yurkevych to reject
the commission, and it all is summed up in
Karfunkel's cue: «Baw rnoi3d yxe niwos, mil
obutl Opyxe» («your train is already departed,
my dear friend»). The time of prologue belongs
to daily life and can be evaluated as the chaos
of vanity resulting in the continuous hesitations
of the hero.

Meanwhile the next acts where the action
begins to proceed introduce another time, the
time of history, and it gives pretext for the retort
to Karfunkel: «Baw e00uHHUK po36umuli»
(«your watch is brokeny) (act 2). It is the time
of history as opposed to the customary time
that determines the conflict of this drama.
Therefore one can trace the conflict between
Yurkevysh and Lydia as the habitual and
historic time that finds no solution within the
circle of dramatic events and ends as tragedy.
After the adventurous 2nd act, when they both
are miraculously rescued, the necessity for the
declaration of love fails. It is of importance that
the motif of HEART arises that discloses the
split between the both partners: «tO.: ...npomix
Hac minbku o0uH cyddsi — cepue» («there is
only one judge between us, it is the heart»).
«I.: [ns mebe Hawa 0608 MinbKu emnizoo, —
a 0rid MeHe goHa eeruka padicms <...> | Konu
MO€ cepue crinusae Kpos'to, mu dymaew nuwe
npo cebe» («L.: Our love is only episode
for you, and for me it is the great joy. And
when my heart bleeds you think only about
yourself») (act 3). The motifs of BLOOD and
FIRE then arise as the vestiges of the time of
history. The hero with sorrow makes farewells
to his sweetheart: «tO.: Jlemu y ceoi noxexi,
Heenosuma xap-nmuue» (Yu.: Fly away to
your fires, you elusive Firebird») (act 3). Here
the mention of the fantastic bird becomes a
paradoxical mediation to the future fate where
the motif of hen-coop arises.

The final act where Lydia becomes the
manager of hens and with sorrow meets

the child of her former sweetheart who has
founded another family gives pretext for an
eloquent self-consolation: «J1.: ...s€euko — ue x
yac, 3arned4amaxa nomexujisi yacy» («L.: egg is
the time, the sealed possibility of time»). Here
the old contestation is mentioned as to the
priority of egg or hen. This utterance implies
the justification of Lydia’'s contemporary
business and rejects the obvious connotations
as to the vanity of hen-coop. Vice versa; the
superficialities of evident facts turn out to be
delusive: it must be meant that it is Yurkevych
who has made the real hen-coop of his life with
forgetting his oath with heart and returning
to the jealous bride Sophy who appeared
in the prologue. That is why the solution of
the conflict remains absent as Lydia’s words
attest: «J1.: Yac — eenukut cydos...» («L.: Time
is the great judge»). As to the perspectives
of the judgments, the last word belongs
again to Lydia: «Jl.. A npocmip, npocmip
akul nonepedy!» («L.: And what a space is
forward!») These words that terminate the
play refer to the history as the force capable
of removing the chaos of vanity. The play ends
with question without answer, and it is time that
must retort to this question.

The play «If Thou go, Thou Will not Return»
(1935, as well as the previous version «The
Ransom», 1924) represents the early romantic
«tragedy of fate»: one of the partners of «the
eternal triangle» commits suicide during the
departure of the girl with another sweetheart,
the message about it compels the heroine
(and, in the later version, the rival too) to return
from the travel, and it rescues the life because
the train smashes. This central situation of
the both plays can exemplify the meaning of
dramatic abstraction. The motif of SUICIDE
AS RANSOM arises that is abstracted from
the flow of other events. There are grounds
to regard this motif as the fatalistic one as
far as the fortuitous powers of hazard come
into play. The spontaneity introduces here the
concepts of fate and miracle that is especially
observable in the fate of the central heroine
Lyubusha and her boyfriend Shalimov.

I. Kocherha says that he has depicted
the real persons seen by him that bear very
particular traits of his personal experience:
«51 3Has i badus ix we modi, Koru 8oHU 6ynu:

12
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lanivos — QdQyxe Mmonodum cmyOeHmom,
a Jlobywa - nidnimkom <...> Bxe modi
Llanivos 6ys mum 3aMKHYmMuM i >XO84YHUM
nedarmom» («I knew and saw them still when
they were — Shalimov as a very young student
and Lyubusha as a teenager <...> It was
already then that Shalimov was that secluded
and acrimonious pedant») [3, p. 54]. These
observations enabled the creation of one of the
most tragic pairs in the history of world theatre.

Lyubusha becomes the allegory of feminine
stoicism, she discloses her invincibility before
the fate’s trials. She seems to represent in
the initial scenes the so called weak person
and passive victim at the beginning of the
play, meanwhile such impression becomes
erroneous. Such initial conjecture becomes
refuted with the development of her deeds
and cues that demonstrate a very clear
intensified development. Her first arrival is
introduced with a faint complaint addressed
to Shalimov: «Jl.: lMana emep. Y meHe X
HiKo20 He suwunocs, kpim mebe» («L.: The
father has died. Nobody is retained at me
but you») (act 1). Weakness and credulity of
a poor child who seeks for support in the far
town give the first traits of the portrait. Then
after quarrels with the sweetheart she retorts
him with rebukes: «J1.: ...xiba He mu cam
MOKUHY8 MeHe 8 Uil cmpawHit rnycmeni?»
(«L.: ...whether it is not thou that have forlorn
me in this awful desert? ») (act 2). In this
cue the writer has taken the liberty of using a
very sharp expression in regard to the urban
environment. The reproach of the poor child
attests her sincerity and fidelity. In spite of
all discrepancies with the sweetheart she
forgives her sweetheart's excesses of conduct:
«J1.: Obpasus, momy wo nobums. BiH ympe,
Konu 5 noidy. A 3ocmaHycb — 3HeHagulOuMmb
3Ho8y» («L.: He has abused me because
he loves me. He'll die when | depart. And if
I remain he’ll hate me again») (act 3). The
last words immediately precede Shalimov’'s
suicide supporting her certitude as to his love.

As to Shalimov, his tragedy is initiated
with  a seemingly unimportant detail:
«W.: Po3zbunu moro Hosy namry!» («Sh.: They
have broken my new lamp!») (act 1). The
lamp becomes the metonymic abstraction
of individual freedom. That this concept of

freedom is inherent for Shalimov’s character
can be proved in his contestation with his
rival Malvanov: «W.: 3 meHe documb moeo
pocCmopy,wo  Moxe oceimmaweamu  MOs
namna» («Sh.: For me the space suffices that
my lamp can enlighten»). «M.: ...mompi6Ho
pocmopu, 8 SAKUX He 3axo0umb COHUE»
(«M.: we need spaces where there are no
sunsets») (act 1). The last cue is an overt
allusion to the definition of the empire of
Karl V. At the same time it makes reminding
the famous lines from T. Shevchenko’s «The
Sleep» concerning the monument of Peter 1:
«A 8iH pyKky npocmsieae / Moe ceim yeecb
xo4e / Sazapbamu» («And he stretches out
his arm as if he would want to catch the whole
world»). With these allusions the seeming
heroism of Malvanov’'s philosophy of action
becomes dethroned. Of an importance is
Malvanov's refusal from his love to Lyubusha
in the cue that shows him as a simple seducer:
«Konu mol 6e3ymeupb nosepHys ii Hazad — 0o
C80€I Mo2uru — 51 3p03yMi8, SIKOK MMOMUJIKO
byna ys moboes 0ns Hac obox» («When that
madman has returned her back to his grave |
understand what an error was this love for us
both») (act 4). The falsehood of this utterance
about the grave becomes evident because it
is already known that Lyubusha is pregnant
and waits a child from Shalimov.

And finally the initial weakness of Lyubusha
is clearly refuted with her last cue addressed
to the seducer Malvanov when she is already
pregnant from the dead Shalimov and waits
for the future child: «Hi, menep g He 30ecim
camMomHsi, lzope. B meHe exe € 3 kum imu.
Lle mosi nicHs1 i mosi OumuHa <...> Moxnueo,
BOHU wWe 3ilUdymbCs KOMUCh, HawWi wrsixu. Ane
MOKU, arne fMoku 80HU He 3itiwrnucs, i He mpeba
ix 3’°edHysamu HacunbHo» («No, now | am not
fully alone, Ihor. | have already with whom to go.
It is my song and my child <...> Perhaps they
will gather together sometime, our ways. But
till now, but till now they aren’t converged, and
one oughtn’t to make them converge forcibly»)
(act 4). These are extremely strong words
against the false industrial pathos personified
by Malvanov. The noblest human mission
of motherhood is opposed to the spiritless
philosophy of activity. The principal conflict
of drama takes place between Lyubusha and
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Malvanov that represent the ideas of pure love
and of false heroism of activity. The ideal of
Lyubusha turns to be much more persuasive.

«The Name» (1937, in the remade version
«The Oath», 1949) represents a complicated
interplay with the typical schemes of different
generic species of drama. At one side it seems
to follow the detective story, meanwhile it
rejects at least two obligatory peculiarities of
the canonic detective composition. Firstly, the
crime is demonstrated for the spectators in the
particular scene — the murder of the medical
scientist Hrechukhin (who has invented an
effective remedy against epilepsy) by his
enemy Lipski and the robbery of his papers
simulated as a suicide (act 1, scene 2.4).
Secondly, the investigation of the crime and the
very detection of the murderer actually fail and
are replaced with the defense of the authorship
of the invention and its implementation
accomplished by the scientist’'s daughter Zhura.
Therefore one encounters here crime without
punishment. Subsequently it lacks the standard
happy end that would crown the successful
investigation. The falsehood remains active
with very pessimistic implications.

At another side the work resembles the
so called «drama of honor» (that has been
developed in particular by V. Vynnychenko
[10]), but in opposite to honor it is quite
other human qualities that are defended.
Of an extreme importance is in this respect
the dialogue between the scientist and his
daughter about the future fate of the invention
(act 1, scene 2.3) immediately before the
scene of the pretended suicide. The daughter
Zhura recollects the history of the building
of the Strasbourg temple that becomes a
genuine parable. She mentions the story of the
constructor and continues: «...y Hboe20 6yna
Odoyka i 38anu ii CabiHa. | soHa Oonomazana
tiomy 6ydysamu <...> | ocb bayuw — cobop
cmoims i doci, a Npo Hei Hixmo He 4yys ...5 6
xomina 6pamu y4acmb y SKilCb 6enuKil,
gerukit pobomi» («...he had a daughter who
was called Sabine. And she assisted him to
build <...> And now you see — the temple
stands till now, and nobody has ever heard
about her <...> | would like to participate
in some great, great work»). It is ACTION,
DEED instead of HONOR that is appreciated

as the most important in this explanation. This
feminine person incarnates the concept of
honor conceived as the ACTION to which the
life is dedicated. She prefers to victimize the
name and honor (as well as her personal love
as it happens for her to fall in love with the son
of her enemy) in favor of ACTION.

The events are summed up in the final
monologue (act 3, scene 7) where the
murderer is disclosed (but without special
consequences). Zhura: «...d 3Haliwisia
ebusyr <...> BiH ckasae [pedyxiHy: “a, mu
xo4yew Moei cmepmi, mobi 8uz2idHO ycyHymu
cyriepHuka” <...> Toli [peyyxiH 3pobus
gesluKkul 84uUHOK. LLJo6 mamu rpaso nHymu
8 061u4ys <...> 8iH 3pIKCs c8020 agmopcmea.
3novuHeub ckopucmascs yumiebus pedyxiHa.
B 60pomb6i 8iH 3a2ybus 00HY 3 C80iX 3arOHOK,
00pPO2OUIHHY 3yMPYyOHY AWipKy <...> Kinbka
OHi8 momy s eunadkoso robayuna maky
camy AWipKy e 2ancmyuyi 8 00HO20 IHO3EMUST»
(«...I have found the murderer <...> He said
to Hrechukhin: oh, thou want my death, it will
be profitable for thee to remove the rival <...>
And then Hrechukhin committed a great deed.
To have the right of spitting in the face <...>
he has renounced his authorship. The offender
has availed himself of it and killed Hrechukhin.
During the struggle he has lost one of his cuff-
links, a valuable lizard of emerald <...> Some
days ago | saw the same lizard at the necktie
of one foreigner»). The consequences of the
disclosure don't follow. Only in the epilogue
(4.2) it is mentioned that «...cmydenmka
sunikogye 8id eninencii cuHa 3HaMeHUMmMo20
CmoHest» («...the student cures the son of
the famous Stoney»). Thus a kind of «sad
detective», of efforts without victory is related
where the presence of evil forces leaves the
world dangerous in the same manner as in the
already mentioned plays: the solution remains
open for time.

«The Truth» (1948) gives a version of the
previous plot where the thief comes to the
scientist’'s daughter already after the death
of scientist, and his intentions are detected
by her friend Nina Almazyan (of Armenian
origin) who rescues her. The connection of
the both works is attested in particular with
the circumstance that the chief antagonist
(the murderer in the previous case) bears
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the same name — Lipski. The mentioned Nina
incarnates the redemption as Nemesis of
the myth and becomes the protagonist. The
paradoxical fate of this work is aggravated
with the complication of its creative history.
There are in the archive of the playwright in
the T. Shevchenko Institute of Literature of
the National Academy of Sciences of Ukraine
some manuscripts that build up the earliest
versions of the work. In particular one could
point to the manuscripts of the Fund 103 Ne 29
dated with the 10th of October, 1917 year as the
4th act of the drama (4 pages and 1 insertion),
and Ne 28 also of the 1917 year (without more
precise date) as the 3d act (6 pages with one
insertion). N. B. Kuzyakina has suggested to
identify them as the parts of the drama that
the playwright mentioned under the title «The
Woman without Face» in the enumeration of
his works in 1944 year [5, p. 40]. Besides,
she mentions (without further references) that
«the critics did call it conventionally ‘Doctor
Muss’ (from the name of the principal dramatis
persona)» [5, p. 40]. The first two acts would
then be the manuscripts Ne 27 (21 pages)
and Ne 30 (28 pages) that were rewritten in
the 1920s. Then it appears that the text was
being transformed for thirty years and retains
now the vestiges of metamorphoses.

All they demand particular researches that
would become a task for future. As to the events
of the latest (and published) version of the play
it is worth stressing that it goes about personal
vindication and not societal obligations that
propel the action. Nina recognizes Lipski as
the murderer of her husband three decades
ago. Of importance are also the cues of Lipski
that literally repeat those of Karfunkel in «The
Masters of Time»: «Doors are open for air
and idiots» (2.2.4) and «Chaos knocks at the
door» (3.4). It underlines the inheritance of the
images of evil as the vehicles of abstractions.

«The Choice» (1938) arrogantly depicts
the Great Terror with its atmosphere of
irresolution and hesitation, and the justification
of the arrested scientist is treated as a kind
of wondrous event in the manner of baroque
miracle. The protagonist — the scientist’'s
wife Vera — ventures to give to the institute
the packet left by her husband because she
is disappointed with her friend and is in the

state of depression that becomes the abstract
motivational force. The essence of conflict is
conceived as a purely personal risk of adultery
whereas societal circumstances become only
the pretext. The husband (scientist) gives
a packet for her wife Vera to hide during his
absence. The scene ends with his eloquent
cue: «3pada — ye Haknern Ha XiHok» («Treason
is the calumny against womeny») (1.4). It is
worth reminding that the cited words allude to
the famous Shakespearean utterance (Frailty,
thy name is woman). There is still more
important implication: with the cue the motif of
sexual behavior comes into play. The husband
utters in reality his certitude as to the risk of
adultery and not only of the papers’ fate.
Meanwhile Vera has the boyfriend
Yavorsky, and it is the development of their
reciprocal sentiments that plays the key role
for her decision to bring the husband’s papers
to the institute. The immediate provocative
impetus gives the conversation of the heroine
with Zina who also has a boyfriend together
with the husband and hesitates as to her
sentiments. Vera remarks concerning these
attitudes: « Tinbku X xiba <...> eaw xa3siH, Wo
MOXe rpo2Hamu 8ac 3a KercbKy rnosediHKy»
(«When only <...> your master that can drive
you away for your bad behavior») (2.2).
Thus the motif of seeming dependence
arises that gradually gains intensification. In
the next scene the heroine reflects already
over her own state: « To Hegxe X 5 MOBUHHa
copomumucs ceoei nobosi i wkpsbamucs y
osepi» («Whether | must be ashamed with
my love and to scratch at the doors») (2.3).
All it prepares the arrival of Yavorsky who
brings the message about the pretended
arrest of the heroine’s husband with a cynical joy
and the restrained retort of the heroine. «fB.:
Hons eupiwuna 3a Hac. Le ii nodapyHOK»
(«Jav.: The fortune has decided for our favor,
It is her gift»). «B.: Ta noxaniime meHe!
Halme meHi posibpamucs 8 Moix Oymkax»
(«V.: Have a pity for me! Give me the
license of coping with my thoughts»). «AB.:
Koptocsi, 60 3Har, wo eu dani 3z2adaeme
npo meHe» («Jav.: | obey because | know
that you'll remind me»). The next message
refutes the precedent one, it turns out that
the husband has not been arrested. Then
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it is this self-confidence and impudence of
the boyfriend that make the heroine again
to change her mind. Her monologues in the
3d act give the bright examples of the so
called psychological protection where the
self-justification is provided with the appeal
to sublime and pathetic expressions. The
verdict as to Yavorsky becomes the decisive
argument: «/ eecb 4Yac minbKu npo cebex
(«And he always thinks of himself only»)
(3.5). The conflict between Vera and her
husband, results in reconciliation, where the
transportation of the husband’s papers in
institute is motivated with feminine curiosity
and the disappointment in the risk of adultery.

«The Night Alarm» (1943) is the parable on
the contestation for the fate of the adult son
Orestes (who serves in the air forces) between
the woman that has born the son (Lyubovytska)
and the woman that has brought him up
(Eugenia). The solution praises the educator
in opposite to the native person, and it has
given for N. Kuzyakina the pretext to accuse
the author with the artificial plot (Eugenia and
Orestes are reconciled immediately before her
death) and to remark that «Eugenia conceals
her cowardly hatred to Lyubovytska» [5,
p. 203]. Meanwhile to come to such conclusion
would ignore the existence of a deeper and
more essential layer of the drama and to reduce
it to the well known parable about the feminine
rivalry. There exists still one person who not
only observes the events but participates
in them as the sympathizer of Orestes. It is
Eugenia’s adopted girl Lena (Helene, Heltsya)
who becomes the arbitrator and the bride of
Orestes. Strangely enough, E. Starynkevych
also has not observed the importance of
Helene, neither has she mentioned her [8,
p. 85-87]. Meanwhile one could say about
the effect of scene upon scene that is staged
before Helene who can be regarded as the
protagonist of the work.

First of all, it is Lena (Helene) who becomes
the only person meeting Lybovytska, Orestes
and Eugenia, and who says the truth in
the exposition of the drama: «J1.: Sk eam
He copomHo! 3ycmpimu mak cuHa, ma we
rnopaHeHozo <...> Tenep S 8ip0 Momy, Wo
Ka3ana usi XiHka <...> PiOHa Mamu He 8u)XeHe
cuHa 3 domy» («L.. For shame! To meet your

son in such a manner who is wounded. Now
| believe to what this woman has said. The
native mother won'’t drive her son away from
the homen»). It is only after this exclamation
that Eugenia is informed on the arrival of her
rival. Then Helene participates in the decisive
scene (2.7) with the recognition of Orestes’
visit to Lyubovytska (who didn’t recognize him):
«J1.: Mosi xycmka! <...> dns 4oao x eu modi
bpeweme, wWo He bayunu tioeo 8 oyil <...> Ta
ue x bys 8iH, Opecm!» («L.: My kerchief! <...>
Then what for do you lie that you hadn’t seen
him with your eyes! It is Orestes who has
been there!»). And at last, Helene determines
the events in the final scenes with Eugenia’s
daughter: «J1.: Llet roHak <...> Llljo npuxodue
0o eac nopaHeHul <...> Lle x Opecm <...>
cuH eawoi mamepi» («L.: This lad that came
to us being wounded <...> He is Orestes, your
mother’s sony). It would be reasonable to define
the decisive conflict of drama as that between
Helene and Lyubovytska which is easily
identifiable as that between mother and bride
(or, furthermore, of mother-in-law and wife).
«The Exam in Anatomy» (1940)
demonstrates the examination of the relations
between the poet Shelest and the professor
Nina Topolya. Shelest has come to the town
where Nina works now, whom he knew earlier,
but now he gets incidentally acquaintance
and falls in love with the student Tamara who
has left her bag in the hotel. The situation is
complicated still with the facts that Shelest
has the rival professor Tovstolis who has
expelled his son from home together with
his bride Lena, at the same time Tamara has
Nina’s son Max as her sweetheart and must
pass exam at Nina. It is worth mentioning
that these complications give opportunities
for very bitter realistic pictures of societal
relations taken without decorations as in the
complaint of Lena for Shelest: «Jl.: Mere
38inbHUNU <...> 3a <...> 3a 8aw Homep <...>
A noku enawmysanacs 0o rnodpyau. A Cmsoni
Hema Oe. Xo4 KOHcepsamopiro kudal <...>
A xomina nobanakamu 3 6ambKoM Myxa <...>
Kaxymb, wo ue nid enjueom OOHiei <...>
o0Hiei xiHku» («L.: I'm dismissed. Due to your
apartment. | have managed for the time being
to settle at my friend. And Styopa has nothing
to do. As if to end with his studentship in the
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conservatory. | wanted to have a chat with my
husband’s father. It is said to be done under
the influence of one woman») (2.3). Such
bitter picture of misfortunes is very seldom
in the literature of the epoch and attests
I. Kocherha'’s critical viewpoint.

The situation is rescued due to Nina’'s
resolution of rejecting Tovstolis’ courtesies
in the conversation: «H.: ...konu eci Hagkono
2080psiMb, WO Ue 5 NpuMycusa eac auzHamu
CUHa, — mo, eond eawa, — Ue 8xe He
3ab060HU <...> Ham 3 samu yac 3po3ymimul,
wo nobos — ue He 3guqaliHUl mMepMmiH <...> K
ue pobrame HedoceidyeHi fikapi, Harpukao,
3 nodaeporo» («N.: When all around say
that | compelled you to drive your son away
from home — then, if you please — these are
prejudices no more. It is high time for us to
understand that the love — it is not a usual
term in the kind of, say, gout»). «T.: )KoOHa
xeopoba He 3ycmpidaembCs 8 Hucmomy
suansdi» («T.: Any illness does not appear
in pure outlook»). «H.: Hy, skwo nwb6os,
rno-eawomy, xsopoba, modi fiKyumecb»
(«N.: Well, if you keep love for illness, then
cure yourself») (2.5). The heroine wins moral
victory because she discloses the ability of
critical evaluation of her own deeds. After the
exam of Tamara she confesses to herself:
«H. (cama): B meHe Hemae monodocmi, ane
K A moana 3abymu ceoe suwie 6nazco —
yecmb yyeHozo» («N.: | have no youth, but
how could | forget my highest boon — that of
the scientist's honor») (3.1). It lacks happy
end in the play, and the solution of the conflict
between Shelest and Nina remains unfound.
As earlier the presence of time is presupposed
that would bring the solution.

«The Chinese Flask» (1944) as a fairy play
introduces in the contemporary customary life
the magic oriental thing that makes sleep
those opening it and detects the genuine
nature of them. The protagonist here is the
painter Susan whose relations to the poet
Ocheret are tested with the disappearances
and the finds of the flask. The initial event
is reported in a story retold by the owner of
the flat Kryvisova where live the resettled
persons from the house destructed after
the bombardment (the action takes place
during the war): «...3axo00xy & aHmukgapHuu

Mazas3uH <...> Ha nonuuyi cmoimb Mmil
riakoH <...> ma 8 Hac uel ¢rakoH
mpudusims pokie <...> CKinbku He rnpobyesanu
giOkpusamu, He niddaemsbcsi» («...| enter the
old curiosity shop. There stands my flask
on a shelf <...> it is thirty years at us, this
flask <...> How many times did one try to
open it, it didn’t yield») (1.7). Then different
messages arrive with the demands of giving
the flask to scientists. Thereafter Kryvtsova
suddenly manages to open the flask and falls
into sleep (2.3), her neighbor Sima steals
the flask when Ocheret sleeps after having
opened it (2.6), then he departs in searches
for it, Susan is suspected, meanwhile she
finds it under Sima’s kerchief (3.9), Ocheret
returns and sums up the events: «B uybomy
yydecHOMy (briakoHi Xuee maka cama curna,
K ma, wo 4Yapye Hac e noesii <...> 3Hukae
gce sunadkose <...> a 8ce rnpasouse 8UHUKAE
3 Hoeow cunor» («There lives in this flask
the same power that enchants us in poetry.
All occasional disappears and all genuine
reappears with new force») (4.6).

There is no action while it is replaced with
wondrous disappearances and returns of
the flask. Indeed in the drama the so called
reduced action is introduced where the heroes
endure examinations as to their qualities
instead of pursuing their active purposes.
In particular it concerns the love between
Ocheret and Susan that endures purification
as in the analogous situation in «The Exam
in Anatomy». Here the active heroes depend
upon the circumstances that disclose their
inner deep abilities. In this respect the play
can be regarded as the drama of fate. It is
the flask that assists in discovering these
abilities as the incarnation of the upper forces.
The Fortune becomes the invisible dramatis
persona that take parts in the events and
brings redemptions for the heroes’ life.

These examples bring  persuasive
witness as to the fact that I. Kocherha took
wide advantages of dramatic abstractions
in his narrative strategy. The peculiarity of
dramatic text as the personification of conflict
procures to the disposal of the playwright the
opportunities of dealing with abstract ideas
behind the portraits of dramatis personae and
respectively to stay in certain remoteness from
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actual realities of the contemporaneity. The
details of personal behavior give pretext for the
abstraction of ideals represented with persons
and for discussion about them comparatively
independent from the actual demands.

This comparative freedom in constructing
ideals has resulted in the unexpected
prevalence of feminine dramatis personae that
have become the undisputable protagonists of
the playwright. We have seen the whole gallery
of extremely beautiful feminine protagonists —
Mokryna, Lydia, Lyubusha, Zhura, Vera,
Helene, Nina, Susan, not to mention
the secondary dramatis personae. Such
exploration of feminine psychology is very
singular under the conditions of the epoch. All
they are marked with the prevalence of tragic
features attesting the evident disagreement
with the official optimistic doctrines.

In delineating these portraits the writer
uses the most widespread and customary
utterances reconsidered in abstracted plane.
Subsequently the ordinary situations become
the metonymic designations of abstract
notions. The author becomes able to leave
far away the realities of contemporary life
and to explore its essence within the abstract
space. The unity of a work is determined with
such abstractions that are to be found and
incarnated intherespective personalities. The
basis of this unity becomes delineated with
the interrelations of the dramatis personae
as the incarnations of such abstractions.
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PE3IOME

lonoeHi gocsrHeHHs |. Kovepru 3aenyariHo B6a4atoTh B iCTOPUYHUX ApaMax, HaTOMICTb MOro
nobyToBi Ta «nNpobnemHi» n‘ecn nepebyBaloTb NO3a yBaro A0CNiAHMKIB. YTiM, 3abopoHa Mixx
1927 1a 1940 pokamu nNpuMHaMMHI TPbOX MOro TBOPIB Ha TOrodacHi TeMu CBIAYUTb MPO «e30-
noBy MOBY», sika NoTpebye cneuianbHoro aHanidy. Konv M. Punbcbkuii BgaBascs B nipyui 4o
BepbanbHOro MackyBaHHS (30Kkpema, y BUKOPUCTaHHI CTUIICTUYHUX UUTaT), TO ANS BUSBNEHHS
NPMXOBaHOro 3MIiCTy B ApamMaTM4YHOMY TBOPi MOTPIOGHO BpaxoByBaTuM MeTacucteMy abcTpak-
Lin, HeoBXigHMX ANg UiniCHOCTI camoro TekcTy. 3okpema, BUbyaoBYyOTbCS abCcTpakLil cuTyauin
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(ctoxeTiB) Ha OCHOBI iepapxii NpeaukaTie Ta abcTpakuii cyd’ekTiB (mepcoHaxis). Takui nigxig
[03BOSISIE MPOCTEXNUTN NEPETBOPEHHS XapaKTEPHUX AeTanen Ha CUMMBOSN LUSISAXOM METOHIMIT
AK HanbinbLW NpuaaTHOro Ans Teatpy 3acooy.

Tak, y nm'eci «Hatypa n kynetypa» (3abopoHeHa B 1928 p.) cutyauis NpMMUPEHHS pO3ry-
YEeHOT XIHKN — censaHkn MoKpuHW — 3 ApYyroMm, Lo CTae HapeyeHuM Ti AOHbKKU, Bigcunae Oo
abcTpakuii Tak 3BaHOI gapoBaHoi bnarogati 3 6apokoBoi ApaMu (BiATBOPEHOT TakoX Y doiHa-
ni «Hasapa Crogoni» T. LLeB4eHka). MokprHa nepcoHidikye abCTpakuito XepTBu i BUSBNSIE
6e33axuCHICTb nepep Il aHTaroHiCTOM — YOrOBIKOM, 3anuLiaiymn ovikyBaHHA Hebesneku (SK y
TorovacHin nposi C. BacunbyeHka). dpama «MawncTtpu yacy» (nepBuHHa Ha3Ba — «ogMHHMKap
i Kypka», nig sikoro 6yna 3abopoHeHa B 1933 p.) nogae ek3ncTeHuianbHy CUTyaLilo NIOANHN
MK He34OMaHHUM MAMHOM Yacy Ta MapHOTOK MOBCAKAEHHS. [0NoOBHUIM nepcoHax — Jligisa —
OEeMOHCTpYeE TparivyHy J0M0, WO PO3YNHAETLCA B XaOCi MapHOTU, CUMBOMI30BAHOIO KYPHUKOM.
Opama «[ligew — He BepHewwca» (1935 p., Ak i nonepegHs Bepcia «Bukyn», 1924 p.) noctae
SIK paHHS pOMaHTU4Ha Tparedid Ooni: OOWH 3 KOXaHUiB «JII0BOBHOMO TPUKYTHUKA» BYUHSIE
camory6CTBO, 3BiCTKa MPO AKe 3MYLLYE BEpTaTUCA repoiHio (a TakoxX, Y MidHiwin Bepcii — gpy-
roro KoxaHus) 3 MaHApPIBKM i PSATYE XUTTS, OCKiNIbkK NOTAr 3a3Hae katacTtpodyy. LieHTpanbHui
nepcoHax — Jltobylwa — nocrae sik aneropisi XiHO4YOro CTOILM3My, 3a 30BHILLHIMM O3HaKamu
«craboro» xapakTtepy, BUSIBMSE He3nNaMHICTb nepeq BunpobyBaHHAMK goni. «IM’'sa» (1937 p.,
y nepepobneHomy BapiaHTi — «Knatea», 1949 p.) cTaHOBUTb «ApaMy YecTi» (PO3BUMHEHY, 30-
Kpema, B. BUHHMYEHKOM), Ae 34INCHI0ETBLCS rpa 3 KAHOHOM OETEKTMBY: 3aMiCTb PO3CIigyBaHHSA
3M104MHY BiH AEMOHCTPYETLCS B OKPEMIN CLEHi (BOMBCTBO HAyKOBLISA 3 BUKPAOEHHAM Oro na-
nepis, CUMynboBaHe sIKk caMmorybcTBo), a BUKPUTTS BOUBLI NOCTYNaeTbCA MiCLLEM 3aXMCTY aB-
TOPCTBA AOHBKOK HaykoBus — LLypoto. Came e XiHounin NepCoHax BTIMOE PO3YMiHHSA YeCTi
SK cnpaBu, 9K NpucBsaYeHo XuTtd. «lctuHay (1948) nogae BapiaHT nonepenHbLOro CHOXKETY,
are kpagin npuxoanTb 4O XBOPOI AOHBKM BXE MOKIMHOro HayKoBLS, @ PO3KPUBAE NOro Hamipu
i paTye ii npusTenska — HiHa. Came BoHa yocobntoe NoMcTy sik MicponoriyHa Hemesnga i ctae
npotaroHictom TBOPY. Opama «Bubip» (1938 p., 3abopoHeHa 1940 p. nmicnsg TpbOX BUCTaB)
3yxBaro 3MasnboBye cuTyauito pokis Benukoro Tepopy, NoO3Ha4YeHy HENEBHICTIO N XUTAHHAMMU,
a BUMNpaBOaHHS 3BMHYBAYEHOro HayKoBLSI MOOAETLCA 3a CXEMO AMBa 6apOKOBOro Mipaknto.
LleHTpanbHui nepcoHax — ApyxuMHa HaykoBuUs Bipa — HaBaxyeTbca nepeaatu 3anvweHunm 1i
YOMNOBIKOM NakeT A0 IHCTUTYTY Yepes3 po3yapyBaHHSA B APYroBi, Y CTaHi Aenpecii, Wo nocrae
abCTpakTHOK MOTMBALIMHOK CUMOH0.

«HiuHa TpmBora» (1943) € npuTyeto NpoO CnepeyaHHs XiHKK, sika Hapoguna cuHa, 3 TIEl,
siKka 1Moro Buxoara. Taka abcTpakuis nogaeTbCca o4mMMa crocTepiradkm — cBoepigHoro apbitpa,
YCMHOBNEHOI AiBYMHK eneHun, sika CTae HapeyeHoo Lboro cuHa. «EksameH 3 aHaTtomii» (1940)
OEMOHCTpYe apamy BMNpoOyBaHHA CTOCYHKIB npodecopa HiHm Tononi Ta noeta LenecTa.
MNMepemarae Tonons, sika 3Haxo4UTb 34ATHICTb KPUTUYHOT OLHKW BNAcHUX y4uHkiB. Okpeme
Mmicue nocigae deepis «Kutancbkmii onakoH» (1944), oe B cydacHomy nobyTi 3HaxoaUTbCS
YapiBHUIN JaneKoCXiaHU NpeaMeT, SKUA BUSIBMSE CNpaBXHE ECTBO TUX, XTO MOro BigKpuBae.
Y uin gpami BUnpoOyBaHHSA LIEHTPANbHUN NEPCOHaX — XyaoxHuUs CycaHHa, CTaBNEeHHSA [0
sKoi noeta OyepeTa BUNPOOOBYETLCS 3HUKHEHHAM i 3HANAEHHAM (oiakoHa.

OTxe, 3BMYariHi NoByTOBI cUTyauil CTaloTb METOHIMIYHMMW MO3HAYEHHSAMU ABCTPaAKTHUX
ysiBneHb. ABTOp 3000yBa€e MOXNMBICTb BiAXOAMTM Aaneko Big peanin Cy4acHOCTi 1 AOCNiaXy-
BaTW CyTb ABMLY, B abCTpakTHOMY MPOCTOpi. EOHICTb TBOPY BM3HAYAETLCA CaMe TakMmu ab-
CTpakuigamu, siki HeobXigHO BiATBOPUTH. i ocHOBOW CTalTb B3aEMMHU MiXK nepcoHaxxamu siK
BTiNIEHHAMM abCTpaKLUii.

Knrouoei crnoea: metamoBa, MeTacyl ekT, CIOXKET, Ainoea ocoba, nepcoHidikadis, igean,
KOHQoIIKT, MOTMB.
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